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Guillaume  Apollinaire 


PIA  LINDMAN 

FASCIA 

Storefront  for  Art 
and  Architecture 


The  Project  and  its  Point 


My  decision  to  commission  Pia  Lindman  lor  a  project  that  takes  the  Storefront  facade  as  its 
point  of  departure  was  primarily  made  because  of  what  I  saw  as  our  common  interest  in  creat¬ 
ing  a  sense  of  interplay  between  architectural  design,  city  or  street  Rfe.  and  the  body.  There  is 
a  provenance  of  ideas  encoded  in  Lindman ’s  process  that  can  be  traced  to  Vito  Acconci-the 
performance  and  video  artist,  cum  public  architect/artist  who  in  collaboration  with  Steven 
Holl  designed  the  Storefront  facade.  Like  Acconci.  Undman’s  work  is  more  about  the  process 
of  production  than  the  final  product.  Yet.  what  distinguishes  Lindman  is  an  insistence  on 
collapsing  concepts  that  are  predicated  on  binary  divisions  -male/female,  victim/victimizer. 
moumed/moumer,  and  most  pertinent  for  this  exhibition,  inside/outeide. 


Lindman  studied  architecture  formally  at  the  Helsinki  University  ofTechnology  in  Finland  be¬ 
fore  deciding  to  pursue  a  career  in  art  as  a  more  effective  way  of  exploring  how  space  is  delin¬ 
eated  and  manufactured.  Lindman’s  intellectual  and  philosophical  Interests  lie  in  re-evaluating 
spatial  practices  and  positing  alternative,  ethical  ideas  about  the  ways  humans  might  interact. 
Her  work,  however,  does  not  respond  to  architectural  paradigms  atone,  it  offers  an  alternative 
way  of  understanding  the  connection  between  such  paradigms  and  new  ideas.  For  Lindman. 
a  conceptual  art  practice  is  a  path  to  real  ideological  innovation. 


There  are  a  number  of  projects  that  stand  out  in  the  repertoire  of  he'  exceptional  twenty  year 
long  career.  A  recent  example  is  her  project  last  spring  at  MIT  with  the  Computer  Science  and 
Artificial  Intelligence  Laboratory.  "Do mo  and  Its  Double",  which  was  included  in  the  exhibi¬ 
tion  "Pia  Lindman:  Embodiments".  Her  process  begins  with  a  rigorous  and  detailed  study  and 
documentation  of  the  robot  Oomo  and  its  creator.  From  her  documentation  she  extrapolates 
gestures  and  movements,  which  she  then  performs.  She  records  her  performances  and  pro¬ 
duces  a  senes  of  drawings  according  to  the  conventions  of  minimalism.  Lindman  makes  this 
process  transparent  through  exhibition,  by  presenting  video  documentation,  video  works,  and 
drawings. 


She  had  already  tried  out  this  systematic  approach  in  the  earlier,  wen-received  performance 
"New  York  Times".  With  precision  and  subtlety.  Lindman  extracts  details  from  the  photo¬ 
graphs  of  mourners  from  all  over  the  world  that  she  found  in  The  New  York  Times.  She  learns 
and  performs  a  series  of  postures  and  stances,  and  performs  them  m  different  urban  set¬ 
tings.  weanng  generic  grey  pants  and  shirt.  "New  York  Times"  denies  all  specific  informa¬ 
tion;  particularly  the  identity  of  the  mourner.  And  it  does  so  with  grace,  avoiding  a  generalist, 
universal istic  ludgment  or  comment.  Rather  than  make  a  vague  comment  about  the  inequity 
of  geopolitics,  obiectification  of  victims,  or  the  intrinsic  voyeurism  of  international  media/pho- 
totournalism.  Lindman  studies  the  photographs,  performs  the  gestu-es.  draws  the  gestures, 
and  performs  them  again.  This  is  a  way  for  her  to  fold  both  herself  and  the  viewer  into  one 
narrative,  blurring  subject  and  obtect  positions.  The  reader  or  spectator  is  now  a  collabora¬ 
tor.  We  are  put  in  a  position  in  which  it  is  not  clear  who  we  are  looking  at.  and  who  we  should 
empatliize  with. 


■ 


Video  documentation  from  "Pryings"  shows  Acconci  battling  with  Kathy  Dillon,  who  clenches  • 

her  eyes  shut  in  an  effort  to  resist  Acconci’s  struggle  to  pry  her  eyes  open.  Lindman.  in  pointed  . 

contrast,  constructs  a  machine  that  she  willingly  enters.  This  contraption  pulls,  holds,  and  i 

contorts  the  orifices  of  her  face.  Both  Lindman  and  Acconci  take  the  body  as  their  starling  ; 

point.  The  face,  like  the  facade,  has  the  potential  to  form  expressions.  She  challenges  the 

possibility  of  expression  through  her  holding  one  "face"  for  a  long  period  of  time.  In  this  case.  ^ 

magnets  and  clamps  secure  her  features  into  a  facial  expression.  Lindman  edits  each  of  the  Z 

video  documents  into  a  roughly  one-minute  long  segment.  As  the  chair  and  metal  devises 

hold  her  face  and  orifices  in  position,  her  face  is  reduced  to  pure  form.  It  is  difficult  to  read 

meaning  in  the  "faces"  she  makes. 


The  tension  (between  Acconci  and  Dillon)  that  is  central  to  "Pryings"  is  markedly  absent  m 

Lindman 's  piece.  Lindman  melds  her  body  into  the  chair,  and  they  become  an  integrated  form 

A  symbiotic  relationship  develops  with  the  chair,  rather  than  an  antagonistic  one.  Tension  itself  '■ 

does  not  disappear,  it  is  transformed.  While  Acconci  focuses  on  the  tension  between  the  self 

and  other.  Lindman  contends  with  the  self  and  its  own  otherness.  For  example,  the  tension 

between  Acconci  and  Dillon  is  the  focus  of  "Pryings".  whereas  in  "Fascia"  the  focus  is  the 

tension  between  meaning  and  meaninglessness.  Because  Lindman  literally  blurs  the  image  of 

her  facial  expression  through  layering,  she  empties  the  face  of  any  meaning  or  expression— so 

that  the  face  as  an  arrangement  of  facial  features  points  to  multiple  possible  significations. 


The  facade  s  design  lends  itself  to  Lmdman's  concern  about  how  we  contemplate  the  division 
of  inside  from  outside,  which  remains  a  fundamental  preoccupation  for  architecture.  Since  her 
earliest  performances,  one  can  trace  a  constant  attempt  to  question  binary  relations  such  as 
inside/outside  and  gender  dichotomies,  which  now  culminates  in  this  investigation  into  the 
workings  of  the  Storefront  fagade.  This  aspect  of  the  facade  as  an  attempt  to  break  the  wall 
that  divides  internal  from  external  has  fruitfully  inspired  Lindman  to  consider  alternative  con¬ 
ceptions  of  spatiality. 


The  questions  Lindman  poses,  and  the  methods  she  employs,  force  us  to  address  these  is¬ 
sues.  This  confrontational  style  resonates  with  the  interests  and  work  of  Vito  Acconci  (who 
began  hts  conceptual  performance  work  in  the  1960s).  As  minimalist  performance  artists  their 
work  is  politically  charged.  Following  artists  like  Acconci.  Lindman  understands  identity  to  be 
constructed,  viewing  the  self  as  developed  in  a  context,  and  notsimply  natural.  While  there 
are  shared  interests  between  these  two  artists,  evidenced  in  the  video  documentation  of 
Lindman’s  interview  with  Acconci  (done  in  preparation  for  this  project)  there  are  telling  differ¬ 
ences  in  their  objectives.  This  becomes  evident  when  we  contrast  Acconci's  "Pryings  (1971) 
with  Undman's  current  video  project  "Fascia". 


In  a  recent  interview.  Acconci  and  Lindman  discuss  the  potentiality  of  walls  that  can  be  pushed 
and  pulled  to  morph  according  to  the  whim  of  the  user.  During  the  interview  Lindman  asks 
Acconci  if  he  can  imagine  another  architecture  that  is  not  dependent  on  divisions  in  space. 
Her  question  reminds  us  of  the  original  concept  behind  the  Storefront  fagade  In  bringing 
Lindman  and  the  fagade  m  conversation.  Storefront  revives  and  challenges  conversations 
that  took  root  when  the  fagade  was  constructed  in  1993.  and  asks  what  kinds  of  negotiations, 
power  structures,  and  conflicts  might  emerge  in  our  social  and  cultural  settings  when  tradi¬ 
tional  binaries  are  dismissed? 

—  Yasmeen  M.  Siddiqui 


